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 本論文は英国人の作家カズオ・イシグロ(Kazuo Ishiguro 1954-)の現在までに発表され
た６つの長編小説を「現実の構成」という観点から分析し、作家が目指してきた目標をど
の程度達成したのかを評価することを目指す。対象となる作品は、A Pale View of Hills 
(1982)、An Artist of the Floating World (1986)、The Remains of the Day (1989)、The 
Unconsoled (1995)、When We Were Orphans (2000)、Never Let Me Go (2005)である1。 
 
1. カズオ・イシグロ略歴 






ェラ・カーター(Angela Carter)から小説の書き方の指導を受け、 修了している。1980 年
の修了時には、Faber and Faber 社から執筆中の小説について出版の話が持ち込まれてい
た2。 
 その小説が、長編第１作の A Pale View of Hills (1982)である。これは the Winifred 
Holtby Prize を受賞した。２作目の An Artist of the Floating World (1986)は、the 
Whitbread Book of the Year を受賞し、続く The Remains of the Day (1989)は英国最高
の文学賞とされる the Booker Prize を受賞した。Remains はのちに映画化されたことも
あって、イシグロを一躍有名にした。その後、1995 年に The Unconsoled、 2000 年に
When We Were Orphans、2005 年に Never Let Me Go と、５年毎に長編小説を発表して
いる。 短編もいくつか書いている。1981 年には、若手作家の作品を紹介した Introduction 
7: Stories by New Writers に “A Strange and Sometimes Sadness”、 “Waiting for J”、 
“Getting Poisoned” の３篇が収録された。ほかに、“The Summer after the War” (1983)、 
“October 1948” (1985)、“A Family Supper” (1990)、“The Village after Dark” (2001)を発
                                                   
1 本文中では適宜作品名を以下のように省略して表記する。Pale、Artist、Remains、
Unconsoled、Orphans、Never。 
2 デビューまでの履歴については、平井、Sim 等を参考にまとめた。 
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表している。 2009 年には作品中に音楽が登場する５つの短編からなる Nocturnes―Five 
Stories of Music and Nightfall が出版された。この他には、テレビドラマの脚本を３つ、
映画の脚本を１つ執筆している。映画は、The Remains of the Day を監督したジェイム
ズ・アイボリーの The White Countess (2004)で、『上海の伯爵夫人』という邦題で日本で
も公開された。 
 2014 年末でイシグロは 60 歳、作家生活は 30 年を越えるが、キャリアの長さに比して
作品の数は少ない。イシグロ本人も自分が量産型の作家ではないことを認めており、残り
の人生を考えると長編はあと数本しか書けないだろうと述べている。 















 イシグロの言う「誤読」は Remains までは「日本」「戦争」に関わるものだった。A Pale 








Lewis は “The most important silence in A Pale View of Hills is that surrounding the 
fate of Nagasaki at the end of the Second World War” (37)と、Milton は “The story, 
following its narrator’s memory, begins after the bombing of Nagasaki, but that event 
lies at its center” (13)と述べている。Cynthia F. Wong は語り手の個人的過去と政治的状
況を関連付け、イシグロが戦争責任を告発しているのだとまで言う。 
[. . .] in order to understand how the historical conditions compel either 
silence or speech, it is necessary to consider how Etsuko’s personal case 
elucidates the political circumstances of postwar Japan.  Through Etsuko, 
Ishiguro seems to ask who or what is, in the end, responsible for the 
destruction experienced by the common people?  What might a postmortem 
on the political facts reveal to these civilians?  The policy of silence which 
Niki and Etsuko maintain about Keiko’s suicide corresponds to the civilians’ 
silence concerning the role of the Emperor in the war. (“The Shame of 
Memory” 143) 
 ２作目の Artist では原爆文学と誤解されることを防ぐために長崎を避けたが、他の都市
にするとリサーチが煩わしいという理由で特定の都市名は挙げられていない(Ishiguro, 











                                                   
3 “Both A Pale View of Hills and An Artist of the Floating World begin after the 
bombing of Nagasaki” (Davis 148).  Times はイシグロの Whitbread Literary Award 受















I have always felt the setting, the Japanese element, was a relatively 
superficial part of my writing.  It was something I brought in for reasons of 
technique, really.  Although it is a setting to which I have obvious 
emotional attachments, it was nevertheless one that I introduced to 
orchestrate something else I was fundamentally interested in. (“In 




二つの大戦間の英国貴族の館を主な舞台とする Remains を執筆した。 
Remains of the Day の主人公は貴族の館の執事である。イシグロにとって誤算だったの
は、“a super-English novel”6と言うほど英国性を強調したにも関わらず、イギリスのよう
に見せかけて日本を描いているという批評が少なからず出たことである。 
But it is in The Remains of the Day that the writer reveals his own 
Japanese subtlety as he revisions Japan in a novel that is not even set in 
Japan but has as its theme six unexceptional days in the life of that most 
                                                   
4 e.g. “One of the central themes of Kazuo Ishiguro’s novels is the effect of historical 
change on the lives of ordinary individuals” (Webley). 
5 Ishiguro, “Kazuo Ishiguro with Maya Jaggi” 111.  
6 Ishiguro, “An Interview with Kazuo Ishiguro” by Vorda and Herzinger 73. 
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English of characters, a butler.  Himself a between-world critic, Pico Iyer 
considers this novel, among the many books that purport to explain Japan 
to the West, “the most revealing one so far” [. . .].  The Remains of the Day 
is, as its title suggests, written in that favourite Japanese form, the elegy 
for vanished rites; it is a vespers novel.  Through the recollections of the 
protagonist’s, Stevens’s, years of service at Darlington Hall, Ishiguro will 








う解釈を鼓舞することになった。 “The Remains of the Day is a historical novel but the 




The novels of Kazuo Ishiguro, from A Pale View of Hills (1982) to The 
Unconsoled (1995), all bear a powerful and sustained interest in the 
relationship between history and memory.  Ishiguro seems fascinated with 
the uneasy coexistence of private and public memories in his characters.  
One of the structuring conflicts of each of his novels emerges from the main 
character’s struggle ― usually unsuccessful ― to reconcile his private 
memories with the public memories of the nation and his fellow citizens.  
(Lang 143) 
                                                   
7 大嶋仁『カズオ・イシグロにおける「日本の名残」』 
8 “[. . .] when Ishiguro is read as a Japanese writer concerned wholly and necessarily 




























                                                   
9 McCombe, John P., “The End of (Anthony) Eden: Ishiguro’s The Remains of the Day 




11 “[. . .] by the time the second novel came out and I was starting to get known in 
Great Britain, I was very conscious that I was getting cast in this role as a kind of 





























                                                   
12 “I chose these settings for a particular reason: they are potent for my themes.  I 
tend to be attracted to pre-war and post-war settings because I’m interested in this 
business of values and ideals being tested, and people having to face up to the notion 
that their ideals weren’t quite what they thought they were before the test came.” 










He [Rushdie] had previously been a completely unknown writer.  That was 
a really symbolic moment and then everyone was suddenly looking for other 
Rushdies.  It so happened that around this time I brought out A Pale View 
of Hills.  Usually first novels disappear, as you know, without a trace.  Yet 
I received a lot of attention, got lots of coverage, and did a lot of interviews.  
I know why this was.  It was because I had this Japanese face and this 
Japanese name and it was what was being covered at the time.  (Ishiguro, 
“An Interview with Kazuo Ishiguro” by Vorda and Herzinger 69-70) 
ラシュディの受賞の翌年にイシグロがデビューしたのは確かに幸運な巡り合わせであった
が、小説の舞台を日本にすることによって、イシグロの異国性を強調する狙いがあったの
ではないか。しかもイシグロは長崎の出身で、Pale 以前にも原爆が登場する短編 “A 








                                                   
13 Christopher Bigsby によるインタビューでイシグロは日本に設定したことは表面的な
こととのべている。これに対してインタビュアーは “Of course, there is something that 
setting a book in Japan, especially Nagasaki, offers―namely a historical resonance, a 
free ride.” と述べ、長崎に設定することにはそれだけで意味があることを指摘している。
























                                                   
14 “Nagasaki even protected me from the irony of the reviewers; they were uniformly 
solemn and respectful, apparently deeming it bad taste to write down a book about 
that city written by someone actually born there.  Even gaps in my imagination or 
knowledge were taken for commendable restraint in the handling of potentially 
sensational material.  And, as a bonus, I enjoyed being regarded by those around me 
as a socially aware, even radical person” (Guardian 8 Aug. 1983) この部分は Pale の誤
読に対する皮肉な調子が感じられる。他の部分では “I became profoundly thankful for 
having been born in Nagasaki rather than, say, Bradford.  For the mere fact of my 
novel taking place in that city was allowing me to achieve an easy kind of global 
significance, dialogue which may have sounded flat and parochial uttered outside 
Tufnell Park Tube Station positively rang with ominous meaning in the streets of 
















I just mean themes that most people can relate to as opposed to themes that 
are only of interest to a few.  If I were writing a book about British politics 
in the ’60s, there are probably quite a few people in Britain who might be 
interested in that, but you16 probably wouldn’t be, nor would the French 
people.  I do think there are themes or issues that are very urgent locally 
or to a particular time or place, and I think it’s important to address them, 
but as a novelist, I suppose I’m interested in writing things that will be of 
interest to people in fifty years’ time, a hundred years’ time, and to people in 
lots of different cultures.  (Ishiguro, “Rooted in a Small Space” 133) 
イシグロが目指すのは普遍性であるが、彼がイギリスへ定住した外国人であるという点が
注目され、別の意味での国際的作家と呼ばれたことがあった。ブルース・キング(Bruce 
King)がラシュディやティモシ ・ーモー(Timothy Mo)、シヴァ・ナイポール(Shiva Naipaul)











などの作家を、“the new internationalism”の作家としてグループ化したことである。“the 
new internationalism”について、King は“it [the new internationalism] differs from 
Commonwealth, Third World or ethnic writing in that the five novelists I am concerned 
with write about their native lands or the immigrant experience from within the 










がありました。[. . .]  
 私とイギリスとの関係はこれよりも単純なものだと言えるかもしれません。
私は非常に幼い時にイギリスにやってきて、そのままそこで育ちました。[. . .]  
 [. . .] ですからどちらの社会に自分が属するかという問題は私が育っていく
過程では起らなかったのです。（Ishiguro,「英国文学の若き旗手」305-06） 
「彼ら [the new internationalism の作家たち] は、第三世界を内部の人間として、また
西洋人として批判しているようだ。彼らのイングランド批判は英国的価値観によるもので
ある（they seem to criticize the Third World both as insiders and as Westerners.  Their 
criticism of England is in terms of British values）」(King 209) という指摘は、少なくと









A Pale View of Hills is a precocious first novel: subtly ironic, tightly 
structured, stylistically restrained―yet emotionally and psychologically 
explosive.  As one reader puts it, A Pale View of Hills is remarkable for its 
“control and economy,” which resemble “the work of much more experienced 
writer.”  Ishiguro’s first novel is brief, elliptical, and spare; it works 




Ishiguro’s narrative technique captivates the reader with its austerity, both 
in style and storyline, recalling the extreme suggestiveness of Japanese 
poetry that never loses its clarity and definiteness in spite of its simplicity 
of form. (Davis 142) 
純粋な英国性を見ることはできないというものもある。 
Most of all, I have the feeling that Kazuo Ishiguro’s works and words resist, 
however gently, annexation to the realm of uncontaminated ‘Britishness’ 
and are best understood through the double cultural affiliation of their 
author, or rather through his double non-affiliation. (Patey 135-36) 
具体的な作家の名前が挙げられることもある。次は Pale について述べている。 
This blend of plain circumstantial realism and mysterious resonance 
reminded me of several earlier twentieth-century Japanese writers―Soseki 
a great deal, Tanizaki and Kawabata rather less so. (Thwaite) 
夏目漱石と谷崎純一郎、川端康成は随分違うと思えるが、日本人作家ということで一緒に
されている。あるインタビューで、谷崎純一郎の作品と似ているのではないかと問われる
と、イシグロは全く似ていないと答えている。海外で有名な谷崎の作品は The Makioka 
Sisters（『細雪』）であるが、谷崎は様々な作風のものを書いている、The Makioka Sisters
は西洋の小説に最も近いものだが、谷崎文学の特徴である weird な面を持っていない、と
述べている(“An Interview with Kazuo Ishiguro” by Vorda and Herzinger 80-81)。さら
には、自作が日本文学と結び付けられるのは、名前のせいだと言っている。 
I can’t really see that anybody would particularly compare me to any 
13 
 
Japanese writer if it wasn’t for the fact that I have this Japanese name.  
Now if I wrote under a pseudonym and got somebody else to pose for my 
color jacket photographs, I’m sure nobody would think of saying.[sic] “This 
guy reminds me of that Japanese writer.”  I often have to battle to speak up 
for my own individual territory against this kind of stereotyping.  (“An 
Interview with Kazuo Ishiguro” by Vorda and Herzinger 81) 
 イシグロの大学院時代の指導教官ブラッドベリが Pale の翻訳者に会った時の逸話が
Clive Sinclair によって伝えられている。ブラッドベリがイシグロの小説は日本的だから
訳しやすいだろうと尋ねると、「『とんでもない。英国的な本なのでとても難しいのです』
と翻訳者は答えた（“On the contrary,” replied the translator, “it is very hard because it 











In the introduction to his collection Monkey Brain Sushi―the book is an 
overview of the writings of today’s younger Japanese writers―the editor 
Alfred Birnbaum writes: “Their writing reflects a world-as-seen, not a 
world-as-felt through what Westerners have come to recognize as peculiarly 
Japanese shades of sensibility.”  [Alfred Birnbaum. ed. Monkey Brain 
Sushi: New Tastes in Japanese Fiction (Tokyo, New York & London:  
Kodansha International, 1991), p.2.]  But Ishiguro, in strong contrast to 
those younger Japanese authors, I argue, does exactly that: reflecting a 
“world-as-felt.”  This, however, is not at all a particularly “Japanese shade 
14 
 
of sensibility,” as the writings of Proust, Joyce, Woolf, and numerous other 











My very lack of authority and lack of knowledge about Japan, I think, forced 
me into a position of using my imagination, and also of thinking of myself as 
a kind of homeless writer.  I had no obvious social role, because I wasn’t a 
very English Englishman, and I wasn’t a very Japanese Japanese either. 
And so I had no clear role, no society or country to speak for or write 
about.  Nobody’s history seemed to be my history.  And I think this did 
push me necessarily into trying to write in an international way.  What I 
started to do was to use history.  I would search through history books in 
the way that a film director might search for locations for a script he has 
already written.  I would look for moments in history that would best serve 
my purposes, or what I wanted to write about.  I was conscious that I 
wasn’t so interested in the history per se, that I was using British history or 
Japanese history to illustrate something that was preoccupying me.  I 
think this made me a kind of writer that didn’t actually belong.  I didn’t 
                                                   
17 この 1989 年の来日でイシグロは、５歳で日本を離れて以降初めて日本を目にした。対
談する小説家として世代の異なる大江健三郎が選ばれた理由はわからない。大江は自分が
対象とする読者は、自分と同世代の日本人であり、作品が外国でどのように受容されるか




have a strong emotional tie with either Japanese history or British history, 
so I could just use it to serve my own personal purposes.  (“The Novelist in 





 Barry Lewis の Kazuo Ishiguro (2000)は、Orphans までの５作に触れている18。この本
で Lewis は“displacement”と“dignity”のせめぎあいが重要な対立要素だと述べ、各作品の
根底にあるのは “a tug-of-war between a sense of homelessness and being ‘at home’” 
(Lewis 3)だという指摘をしている。主人公たちの住む “house”は“home”ではなく、彼らは
「記憶や想像力の中で流浪者、難民、「ローン・レンジャー」である（exiles, displaced 
persons, “lone rangers” in their memories and imaginations）」(Lewis 7) と主張し、主
人公たちの苦境はどれくらいイシグロの経験を反映しているのかは興味深いと述べている
(7-8)。Lewis の論では “dignity”を維持できない人は “displaced person” なのであるが、
その論理が成立したとしても、Artist の語り手オノは最後まで “dignity”を維持したと主
張している。Lewis は主人公全員が 「本来いるべき環境から追い立てられて失った尊厳を
取り戻そうともがく中で、すでに落ち着ける居場所を失っている（are no longer at home 
with themselves, as they strive to regain the dignity they have lost after being 
displaced from their natural surroundings）」(Lewis 3)だと説明しているが、この説明が
すべての語り手の状況にあてはまるものだとは思えない。さらには、イシグロが大学卒業
後にホームレス支援の仕事に就いたことに言及し、“Perhaps there is some truth in the 
idea that people are attracted by occupations answering some psychological need, and 
that this work helped Ishiguro wrestle with his own special form of homelessness” (3)
と言うが、「ホームレス」という言葉で遊んでいるようにしか聞こえない。 
  作品の中に “homeless” に関わる要素を探す試みは Orphans に特に多い。Shao-Pin 
LuoはUnconsoledとOrphansを “the exile as orphan”という概念で結びつけようと試み
た。Luo は Unconsoled は、“about a foreigner’s traumas and anxieties associated with 
                                                   
18 Orphans の発表が Lewis の著書と同じ 2000 年だったため、この作品については詳しく
述べられておらず、Lewis の当初の構想では Unconsoled までが対象だったと思われる。 
16 
 
dislocation and disorientation” (74)だと述べている。しかし、Unconsoled の語り手ライ
ダーは心の傷を抱えているようだが、それは外国人だからではない。また、“Ryder is 
neither orphan nor exile” (Beedham 110)であることは明らかだ。イシグロの作品では

































ことである。[. . .] 
 デビュー当時の短編は前衛的な手法の幻想的なものばかりだったから、『遠
い山なみの光』から『日の名残り』までの三作では、リアリズムに転向したか
のような印象をあたえた。[. . .]   















I think one of the joys of fiction is that you are actually saying things that 
are universal and not just about Great Britain or America or whatever.  It 
                                                   
19 Louis Menand の見方は面白い。イシグロは「リアリズム作家の振りをしている人のよ
うに書く」という。“Ishiguro does not write like a realist.  He writes like someone 
impersonating a realist, and this is one reason for the peculiar fascination of his books.  
He is actually a fabulist and an ironist, and the writers he most resembles, under the 
genteel mask, are Kafka and Beckett.  This is why the prose is always slightly 
overspecific.  It’s realism from an instruction manual: literal, thorough, determined to 
leave nothing out.  But it has a vaguely irreal effect.” (Menand) 
18 
 
can be about America or Britain, but I think when fiction really takes off it 
is because you can actually start to see how it is relevant to all other kinds 
of contexts and how there is a universal streak to these things.  I always 
have this real problem because, on the one hand, you have to create the 
setting in your novel that feels firm enough, as concrete enough, for people 
to be able to find their way around it.  On the other hand, if you make it too 
concrete, and too tied down to something that might exist in reality, that 
fictional work doesn’t take off at that metaphorical level [. . .] I’m trying to 
find some territory, somewhere between straight realism and that kind of 
out-and-out fabulism, where I can create a world that isn’t going to alienate 
or baffle readers in a way that a completely fantastic world would.  But at 
the same time, it can actually prompt readers to say that this isn’t 
documentary or this isn’t history or this isn’t journalism.  I’m asking you to 
look at this world that I’ve created as a reflection of a world that all kinds of 
people live in.  It’s the movement away from straight realism that is 
actually the real challenge.  You get that wrong and you could lose 
everything whereby no one identifies with your characters or they don’t care 
what happens in this funny, weird, bizarre, world.  I just wanted to 
somehow move it away so it’s just a couple of stages from straight realism in 
order to let it take off with that metaphorical level. (“An Interview with 





ズムのように始まり途中で Unconsoled のような世界が展開しており、Remains のような
ストレートなリアリズムに戻ったわけではない。Never では非現実的な語りはないが、ク
ローンが生きる世界という設定であり、ドキュメンタリー的なリアリズムと解釈されるこ
とを防いでいる。Unconsoled から Never までは、 作品をメタファーのレベルに飛翔させ
るために、「ストレートなリアリズムから少し離れたところにある (“just a couple of 
19 
 
stages from straight realism”)」小説空間を創るための試行錯誤の過程である。 
 Unconsoled は極端に評価の分かれる作品である。 最初の反応は、“It is a superb 
achievement” (Brookner 40)と激賞する書評や、何が起こるか予測のつかないことや個々
のばかげたエピソードが楽しめるという読者の感想もあったが、肯定的評価はごく一部で
あり、ほとんどは困惑と否定であった。 “it invented its own category of badness” (J. 




“Kafka spoke of the effect of his work as ‘seasickness on dry land’; but Ishiguro’s novel 







カフカとの比較は Unconsoled の意味の解明には資するものはあまりないだろう。 
 やがて、表現形式の大きな隔たりにも関わらず、イシグロの以前の作品との共通点が指
摘されるようになった。中でも A Pale View of Hills との類似を指摘する声は多い。語り
手が他人の姿を借りて自分を語り現実と意識の境が不明瞭である点が２作品の共通点であ






らしている。Pierre François は、Unconsoled は “an oneiric blend of objective reality and 
                                                   
20 “Kafka is an obvious model once you move away from straight social or psychological 






らない。読者の支持という点では失敗なのであるが、Amit Chaudhuri は Unconsoled は 
“failure” だと言いながら、 “failure usually implies the presence of artistic vision and 
talent”(Chaudhuri 31)と付け加え、完全に切って捨てているわけではない。 
 Unconsoled が不評であったことから、Orphans では修正が図られた。Remains のよう
なリアリズム的語りに、Unconsoled のような語り手の意識で歪められた現実が接続され
た。語り手の背景が明らかでストーリーも存在し、非現実的な部分を理解する手掛かりが
与えられており、探偵小説の要素も加味して、概ね好評を得た。“its surreal excursions 
benefit from clearer signposting, and the meandering longueurs of The Unconsoled 





これを新しい現実の表現と評価するのは John Carey である。 
Ishiguro’s abandonment of realism is not a defection from reality, but the 
contrary.  Reality, as current novelistic conventions depict it, is external 
fact plus interior monologue.  But we no longer believe in these separate 
entities.  We know that how we see determines what is seen.  Ishiguro’s 
inextricable fusion of memory, imagination and dream takes us down into 
the labyrinth of reality which realism has simplified. (Carey 45) 
  一方で、Orphans では主人公の追い続けた事件の真相が最後に提示されるのにも関わ
らず、小説世界についての謎は残されたまま終わり、多くのエピソードがプロットに組み
込まれず、途中で捨て置かれる。Brian Bouldrey は、“he [Ishiguro] seems to be showing 
how much can be left out of a story and yet have the narrative still recognizable as 
such” と、通常の小説ほどていねいに事実が書き込まれていないことを指摘している。た
とえば、Orphans は探偵を主人公とするにも関わらず、事件の捜査過程が一切書かれてい
ない。“as intricately plotted as a conventional mystery novel” (Oates 21) であるとの指
21 
 
摘はあるが、“This isn’t a detective novel, it only looks like one” (Gorra)という意見が優
勢である。ほとんどは “It is possible that this was intended as a pastiche of the 





ている。Orphans を “disappointing” だとする Michiko Kakutani は、各場面の描写が優
れていることを認めながら、“such set pieces do not add up to a persuasive novel” 
(Kakutani)と批判している。Unconsoled よりは良いが、「イシグロの 1989 年の傑作 
‘Remains of the Day’ ほど良いとは言えない（“isn’t as good as his 1989 masterwork, 
‘Remains of the Day’”）」(McNett)が一致した見解と言えるだろう。Orphans も程度は違
っても、Unconsoled と同様、読者を困惑させる小説であった。Matthew Beedham は“The 
Unconsoled, had failed to communicate” (Beedham 123) と手厳しく、Orphans は前作
よりは良くなったが  “Of all Ishiguro’s novels, Orphans has instigated the most 
puzzling response” (Beedham 123)と指摘している。Unconsoled と Orphans でリアリズ
ム作家のイメージを消すことは出来たが、“Ishiguro has with each novel become a 
stranger and less predictable writer” (Gorra)と見られるようになってしまった。 
 Unconsoled 以降も、政治的・社会的解釈は存在し続けている。特に Orphans は 1930
年代の日中戦争の時代の上海の共同租界を舞台にしており、アヘン貿易にも触れられてい
ることから、帝国主義と関連付けて論じられることが多い。 Postlethwaite は、 “orphan”
は個人のことだけではなく、捨てられた都市、上海のことであると考える(166)。同じく 
“orphanhood” が個人の状態だけを指すのではないとする Bain は、“It [orphanhood in 
Orphans] is the condition of laboring societies amid war, extreme economic unevenness, 
and profound uncertainties about who is responsible for whom, and why” (245) と述べ
ている。 
 Unconsoled と Orphans は非現実的な語り以外にも、世界的な有名人が子供の頃の心の








みへ導かれた（The earliest readers of Never Let Me Go have been encouraged to read 
this latest novel as an expression of Ishiguro’s trying his hand at speculative fiction, 
perhaps even science fiction）」 (Ingersoll 43)。書評では読者が語り手の正体に気づく過
程に焦点があてられることが多かった。しかし、James Wood が指摘するように、「イシグ
ロが実際に関心を寄せているのは、読者が何を発見するかではなく、登場人物が何を発見
するか、そしてそれが彼らにどんな影響を与えるかである(“his [Ishiguro’s] real interest 
is not in what we discover but in what his characters discover, and how it will affect 
them”)」 (J. Wood, “The Human Difference”)。また、サイエンス・フィクションと迷い
なく断定しているものばかりではない。“Many critics puzzled over the novel’s genre, 
registering an affinity to science fiction” (Griffin 645)が実態に近いようだ。“this novel 
will be described as science fiction.  But there’s no science here” (Harrison)というコメ
ントもある。イシグロは “you could say there’s a ‘dystopian’ or ‘sci-fi’ dimension.  But I 








戦慄を覚えるのである21。Myra J. Seaman は Never の小説世界の人間は 「自分の命を延
                                                   
21 Never の読者は１人称の語り手 Kathy に感情移入しながら、同時に彼女にとっての「あ
ちら側」の存在である人間であるという立場を自覚するという特異な状況に直面するとい
う指摘がある。たとえば Machinal は次のように述べている。 “The reader’s position in 
that novel is consequently very peculiar.  Reading a first person narrative with a 
hermeneutic dimension, he has no choice but to identify with Kathy and yet he 
gradually discovers that he is trapped on a different side of the mirror from hers.  He 
is one of “them”, maybe not of those who launched the clone program but at least of the 
silent majority which ignored the ethical consequences of that enterprise” (121).  “Two 





ない（through their attempt to extend their own lives, they have inhumanly destroyed 
the lives of others purely for their own benefit and in order to sustain that, they must 




現実の社会では “the practice of harvesting has become a largely unspoken but widely 
recognized fact of life” (76)であり、Never の設定は「現代の文化が直面する意思決定を一
部反映している（reflects in part the decisions facing contemporary culture）」 (76)とし
て い る 。 Shameem Black は 、 “The implicit analogies between deracinated, 
genetically-engineered students and exploited workers in a multicultural Britain and a 
globalizing economy ask us to recognize how many people in our own world are not 
considered fully human” (803)と、問題をより絞り込んでいる。イシグロは格差のメタフ
ァーと読むことを否定してはいないが、「この小説がメタファーとして生きているとすれば、







になった」（Ishiguro, 「英作家」）と言う。批評ではしばしば “existential fable”と表現さ
れる。たとえばLev Grossmanは、Neverは “could easily be mistaken for a political novel 
or a futuristic thriller, but at its dark heart it’s an existential fable about people trying 
to wring some happiness out of life before the lights go out” (Grossman)と記している。
                                                                                                                                                     
distinct.  The reader is trapped in between these two realities, that of his world, and 
the simulacrum of reality the clones live in, the threshold between the two being the 






ちらに、人間とは何かを考えるための材料がころがっている。たとえば、 “If we’re just 






  UnconsoledやOrphansのような読者を戸惑わせる要素はNeverにはない。 “even after 
the secrets have been revealed, there are still a lot of holes in the story”(Menand)では
あるが、それが読者の不満になることはない。クローン製造の詳細が明らかにならなくて
も、読者はそれを気にしない。重要なことは他にあると理解している。Never において、 
「特定の設定を実際にメタファーの領域に飛翔させる（to make a particular setting 
actually take off into the realm of metaphors）」 (Ishiguro, “An Interview with Kazuo 
Ishiguro” by Vorda and Herzinger 75) ための舞台設定は整えられたと言ってよいだろう。




 イシグロは常に心理的なものが重要だと言い続けてきた。イシグロは Artist を出版した





                                                   
22 “But where the novel does want to be is even less obvious than usual” (Menand). 
23 インタビューが行われたのは 1986 年 12 月 8 日であるが、Contemporary Literature
に掲載されたのは 1989 年である。 
24 cf. Bailey、Campbell. 
25 
 
After all, that is her account, the emotional story of how she came to leave 
Japan, although that doesn’t tell you the actual facts.  But I’m not 
interested in the solid facts.  The focus of the book is elsewhere, in the 
emotional upheaval.  (“An Interview with Kazuo Ishiguro” by Mason 338) 
 
I’m not overwhelmingly interested in what really did happen.  What’s 
important is the emotional aspect, the actual positions the characters take 
up at different points in the story, and why they need to take up these 
positions.  (“An Interview with Kazuo Ishiguro” by Mason 342) 
次回作以降の方向性を尋ねられると、次のように述べている。 
There are certain things in my books that I’m not particularly interested in, 
although they have taken up a fairly important chunk of my writing.  I’m 
not particularly interested in themes about parental responsibility, or even 
about exile, although these seem to be very much to the fore in the first book.  
[. . .]  But things like memory, how one uses memory for one’s own purposes, 
one’s own ends, those things interest me more deeply.  And so, for the time 
being, I’m going to stick with the first person, and develop the whole 
business about following somebody’s thoughts around, as they try to trip 
themselves up or to hide from themselves.  (“An Interview with Kazuo 
Ishiguro” by Mason 346-47) 



































A reliable narrator is one whose rendering of the story and commentary on 
it the reader is supposed to take as an authoritative account of the fictional 
                                                   
25 たとえば、David Lodge は The Art of Fiction で、現代文学の信用できない語り手の代
表として Remains の語り手スティーブンスを取り上げている(154-57)。 
26 たとえば、イシグロの発言では、本論文第 6 章で引用している ReadersRead.com の
“Interview with Kazuo Ishiguro”でのものがある。批評では Machinal が“Kathy is a 
narrator who does not provide us with any type of hint or clue which would point at a 
biased, subjective, rearranged vision of the past” (119) と述べている。 
27 
 
truth.  An unreliable narrator, on the other hand, is one whose rendering of 
the story and/or commentary on it the reader has reasons to suspect. 
(Rimmon-Kenan 101) 
 イシグロは Orphans までは何らかの形で信用できない語りであると考えているが、そ
れがすべて同じものではない。上の定義以上に厳密になると、その全てを含めることがで




Villar Flor は Unconsoled でも信用できない語りが用いられているが、“what is unreliable 
now is not only the accuracy of memory: it is the whole world that cannot be trusted” 
(162)と述べている。Unconsoled の場合は信用できない語りであるとしても、Remains と
同じように読み解くことはできない。Orphans は前半に Remains と同じような信用でき
ない語りが見られるが、次第に非現実的な語りへと変化してゆく。イシグロは語り手
Christopher Banks が信用できない語り手だという指摘に対して、信用できない語り手だ
としても従来のものとは違うと返している (“January Interview”)。Unconsoled や
Orphans だけでなく、自己欺瞞の語りとして Remains と一括で捉えられることの多い
Pale、Artist の語りも、それぞれ異なっている。 
 Elke D’hoker は “the term narrative unreliability is applied to Ishiguro’s work in a 













D’hoker の意見では、イシグロ作品の語り手が信用できないと言われるのは、The Remains 
of the Day が成功した上に、“because their subjective and elliptical narratives are an 

























りを論じた研究は意外にも少ない。1999 年に Mike Petry が Narratives of Memory and 
Identity: the Novels of Kazuo Ishiguro を発表したのが最初のものである。出版年の関係







































































第 1 章 











Niki, the name we finally gave my younger daughter, is not an abbreviation; 
it was a compromise I reached with her father.  For paradoxically it was he 
who wanted to give her a Japanese name, and I ― perhaps out of some 







                                                   
1 出版直後の書評では Milton、Spence 他、多くが原爆に言及しているが、やがてイシグ
ロの発言もあって、Pale では原爆は背景にすぎないという解釈が広まってゆく。イシグロ




















小説を終えたことを巧みであるとほめながら、“My only criticism is that at certain points 
I could have done with something as crude as a fact” (179)と、事実が少ないことを批判
している。ところがイシグロは、事実には関心がないと述べている(“An Interview with 














2. 50 年代の長崎、80 年代のイギリス  




































                                                   



















は長くは続かなかったが、“it [Keiko’s death] was never far away, hovering over us 









































ようだと表現している(Lewis 38)5  
My husband and I lived in an area to the east of the city, a short tram 
journey from the centre of town.  A river ran near us, and I was once told 
that before the war a small village had grown up on the riverbank.  But 
                                                   
5 Lewis は Pale を原爆小説と解釈しているが、この引用で原爆への言及があっさりしてい
ることについて、“The devastation caused by the bomb is mentioned with the same 
equanimity as the fecklessness of the town-planning committee” と述べている (38)。 
36 
 
then the bomb had fallen and afterwards all that remained were charred 
ruins.  Rebuilding had got under way and in time four concrete buildings 
had been erected, each containing forty or so separate apartments.  Of the 
four, our block bad been built last and it marked the point where the 
rebuilding programme had come to a halt; between us and the river lay an 










 マリコはエツコに “the other woman”の話をする。マリコが一人で留守番をしていると、
時々訪ねて来るという。サチコが留守中にマリコの様子を見にいったことのあるエツコは、










                                                   
6 Shaffer はこの作品の川に関する描写に、ギリシャ神話の冥界を７巻きする三途の川ス










 “the other woman” はエツコではないとマリコもサチコも言うが、マリコを追いかけて









The little girl was watching me closely.  “Why are you holding that?”  
she asked. 
“This?  It just caught around my sandal, that’s all.” 
“Why are you holding it?” 
“I told you.  It caught around my foot.  What’s wrong with you?”  I 
gave a short laugh.  “Why are you looking at me like that?  I’m not going 
to hurt you.” 
Without taking her eyes from me, she rose slowly to her feet. 
“What’s wrong with you?” I repeated. (Pale 173) 
１０章ではエツコがサンダルに縄を引っかけるところはない。なぜここにも縄が出てくる
のだろうか。さらにエツコはこの前に奇妙なことを言っている。アメリカに行きたくない、
というマリコに、エツコは “we”という 1 人称で語りかける。 




This time she looked up at me questioningly. 
“Yes, I promise,” I said.  “If you don’t like it over there, we’ll come 
straight back.  But we have to try it and see if we like it there.  I’m sure 




は “Mariko” が最後の文に一度出てくるだけで、マリコを指すのに the little girl, the 




Discourse-level and story-level suddenly intermingle in a hardly noticeable 
way [...].  The narrated figure, Sachiko, is really identical with the narrator, 
Etsuko.  And the narrated Mariko is identical with the narrator’s daughter, 
Keiko, who has committed suicide.  Thus the reality of the narrative 
present “flows into” the narrated past and emphasises that it is an illusion [. 
. .].  Etsuko’s narrative is thus, besides being a harmless piece of narrated 
past, simultaneously ― and this constitutes the novel’s specifically 
postmodern ambivalence ― a kind of psychological document of a 







                                                   
7 Reckwitz, Erhard.  “Der Roman als Metaroman: Salman Rushdie, Midnight’s 
Children; Kazuo Ishiguro, A Pale View of Hills; John Fowles, Mantissa.”  Poetica: 
Zeitschrift für Sprach-und Literaturwissenschaft 18.1-2(1986): 140-64. 
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Memory, I realize, can be an unreliable thing; often it is heavily coloured by 
the circumstances in which one remembers, and no doubt this applies to 







































はそれを聞いて、まだ言葉を交わしてもいないサチコに “a kind of sympathy” (Pale 13) 
を抱く。エツコもまた、周囲の人たちから距離を置いていた。 
Now I do not doubt that amongst those women I lived with then, there were 
those who had suffered, those with sad and terrible memories.  But to 
watch them each day, busily involved with their husbands and their 
children, I found this hard to believe―that their lives had ever held the 
tragedies and nightmares of wartime.  It was never my intention to appear 
unfriendly, but it was probably true that I made no special effort to seem 








I spent many moments―as I was to do throughout succeeding years―
gazing emptily at the view from my apartment window.  On clearer days, I 
could see far beyond the trees on the opposite bank of the river, a pale 
outline of hills visible against the clouds.  It was not an unpleasant view, 
and on occasions it brought me a rare sense of relief from the emptiness of 
41 
 








There’s nothing for me at my uncle’s house.  Just a few empty rooms, that’s 
all.  I could sit there in a room and grow old.  Other than that there’ll be 
nothing.  Just empty rooms, that’s all.  You know that yourself, Etsuko.  
(Pale 170-71) 













My motives for leaving Japan were justifiable, and I know I always kept 
Keiko’s interests very much at heart.  There is nothing to be gained in 

















It is possible that my memory of these events will have grown hazy with 
time, that things did not happen in quite the way they come back to me 
today.  But I remember with some distinctness that eerie spell which 
seemed to bind the two of us as we stood there in the coming darkness 
looking towards that shape further down the bank.  Then the spell broke 















第 2 章 




















 Artist のテーマは民間人の戦争責任と見られることが多い。戦争責任の問題は、A Pale 
















 An Artist of the Floating World は、老画家オノマスジが、娘の縁談を中心とする身辺














































































[. . .] the radically indeterminate or ambiguous features of An Artist of the 
Floating World also need to be addressed.  So far in our discussion the novel 
seems relatively straightforward.  Ono gains a limited but appreciable 
insight into the contours of his life.  The past cannot be remade.  The 
realization that one has wasted large portions of one’s life can nevertheless 
be borne with dignity.  Put in a different way, the novel appears to endorse 
a version of psychological realism, albeit an attenuated one.  Taking up an 
established model of narration, it seems to chart the growing 
self-understanding of Ono.  Yet it is also at this moment that Ishiguro 
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throws a spanner into the works by introducing an element of radical 
indeterminacy.  As a result, everything established up until this point is put 
in doubt.  A reading that ignores this sharp reversal runs the risk of being 













3. 語り手と the implied author の距離 




























ければならない、と応じる。その際、ミヤケが、“the greatest cowardice of all” という強
い言葉を使ったと、オノは記憶している。そのことについて、オノは思案する。 
Did Miyake really say all this to me that afternoon?  Perhaps I am getting 
his words confused with the sort of thing Suichi will come out and say.  
This is quite possible; I had after all come to regard Miyake as my 
prospective son-in-law, and I may indeed have somehow associated him 
with my actual son-in-law.  Certainly, phrases like ‘the greatest cowardice 
of all’ sound much more like Suichi than the mild-mannered young Miyake. 
I am certain enough, though, that some such conversation did take place at 
the tram stop that day, and I suppose it is somewhat curious he should have 
brought up such a topic as he did.  But as for the phrase ‘the greatest 
cowardice of all’, I am sure that is Suichi’s. In fact, now I think of it, I am 
sure Suichi used it that evening after the ceremony for the burying of 
Kenji’s ashes. (Artist 56) 



























縁談をまとめるのに苦労しているのにも責任がある([Ono] is also accountable for the 
difficult time Noriko is now having concluding a marriage agreement)」 (Shaffer 40)
とは断定できない。また、“Now, as he tries to marry off his daughter, Ono’s prestige as a 
former Fascist painter is a rapidly dwindling asset” (Parrinder 16)という指摘も、オノ
の視点からは正しいのであるが、Ono’s prestige が存在しているかどうかは保証がない。 
 Artist は、初めのうち、過去を隠蔽しようとする信用できない語り手の物語として読者





る。the implied author とオノとの距離は、戦争責任について真実を知る者とそれを隠そ
うとする者の距離ではない。従ってオノが謝罪をした時点は小説のクライマックスではな

























 “That’s enough, can’t you see you’re talking to someone with artistic 
integrity?  If an artist refuses to sacrifice quality for the sake of speed, then 
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that’s something we should all respect.  You’ve become fools if you can’t see 
that.” 
Of course, this is all a matter of many years ago now and I cannot vouch 
























Perhaps it was simply my imagination, but when I returned to the room a 
few minutes later, accompanied by my mother, I received the impression the 
earthenware ashpot had been moved slightly nearer the candle.  I also 
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thought there was a smell of burning in the air, but when I glanced into the 
ashpot, there were no signs of its having been used. (Artist 44) 























‘So you are Mr. Ono,’ he remarked.  ‘Well now, this is a real honour.  A 
real honour to have someone of your stature here in our neighbourhood.  I 
am myself, you see, involved in the world of fine art.  My name is Saito, 
from the Imperial City University.’ 




I believe we went on talking for several moments there outside my 
gateway, and I am sure I am not mistaken in recalling that Dr. Saito, on 
that same occasion, made several more references to my work and career.  
And before he went on his way down the hill, I remember his repeating 
words to the effect of: ‘A great honour to have an artist of your stature in our 
neighbourhood, Mr. Ono.’  (Artist 131) 
 他の記憶が曖昧であるのに、この部分についてオノは間違いがないと断言する。サイト








                                                   
1 オノはノリコとタローが結婚したあとの、1949 年秋のタローとの次のようなやり取りを
証拠として挙げている。 
  ‘You know, it’s odd when one thinks about it.  Your father and I must have been   
acquainted for over sixteen years, and yet it’s only over this past year we’ve become 
such good friends.’ 
  ‘Indeed,’ said my son-in-law, ‘but I suppose it’s often that way.  One always has so 
many neighbours one does no more than exchange good mornings with.  A great pity 
when you think about it.’ 
  ‘But then of course,’ I said, ‘as regards Dr. Saito and myself, it wasn’t simply that we 
were neighbours.  Connected as we both were with the art world, we knew of each 
other by reputation.  All the more pity then that your father and I didn’t make more 
effort to be friends from the beginning.  Don’t you think so, Taro?’ 
  As I said this, I gave a quick glance towards Setsuko to make sure she was listening. 
  ‘A great pity indeed,’ Taro said.  ‘But at least you had the chance to become friends 
in the end.’ 
  ‘But what I mean, Taro, is that it’s all the more pity since we knew each of other’s 
reputations in the art world all that time.’ 
  ‘Yes, a great pity indeed.  One would think the knowledge that a neighbor was also 
a distinguished colleague would lead to more intimate relations.  But then I suppose, 






































より必要のない悩みを抱えるオノを、the implied author がからかっていることがよくわ
かる。 
 






 オノは 1949 年 11 月の語りでは、見合いで謝罪したことに関連して、強い信念に基づい
た間違いであれば、謝罪することで満足と尊厳を得られると述べる。 
Of course, I do not pretend certain moments of that evening were not 
painful for me; nor do I claim I would so easily have made the sort of 
declaration I did concerning the past had circumstances not impressed upon 
me the prudence of doing so.  Having said this, I must say I find it hard to 
understand how any man who values his self-respect would wish for long to 
avoid responsibility for his past deeds; it may not always be an easy thing, 
but there is certainly a satisfaction and dignity to be gained in coming to 
terms with the mistakes one has made in the course of one’s life.  In any 
case, there is surely no great shame in mistakes made in the best of faith.  
It is surely a thing far more shameful to be unable or unwilling to 
acknowledge them. (Artist 124-25) 
過去の間違いが信念に基づいた行為の結果だという考えは 1950 年 6 月の語りでも繰り返
される。 
[. . .] surely there was no reason for him [Matsuda] to have died 
disillusioned.  He may indeed have looked back over his life and seen 
certain flaws, but surely he would have recognized also those aspects he 
could feel proud of.  For, as he pointed out himself, the likes of him and me, 
we have the satisfaction of knowing that whatever we did, we did at the 
time in the best of faith.  Of course, we took some bold steps and often did 
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things with much single-mindedness; but this is surely preferable to never 
putting one’s convictions to the test, for lack of will or courage.  When one 
holds convictions deeply enough, there surely comes a point when it is 
despicable to prevaricate further.  I feel confident Matsuda would have 
thought along these same lines when looking back over his life. (Artist 
201-02) 
 この部分は小説の最終盤であり、オノの人生には間違いもあったが、誇れるものもある














the implied author は、オノの行為が信念に基づいたものではないということを、作品名
によって示唆している。 
 小説の中で “an artist of the floating world” と呼ばれるのはオノの２番目の師モリヤ
マである。モリヤマは耽美主義的な画家で、社会の動きと芸術を切り離し、うつろいやす
い美を画布に捉えて永遠のものにすることが画家の使命と考える。オノは “My conscience, 
Sensei, tells me I cannot remain forever an artist of the floating world” (Artist 180)と宣
言してモリヤマと袂を分かつ。しかしモリヤマは、どう考えてもこの小説の主役ではない。  

















第 3 章 
The Remains of the Day:「偉大な執事」の神話で過去を粉飾する 
―不作為を言い逃れるための現実構成― 
 
1. 執事の言い訳  
 1956 年７月、イングランドのダーリントンホールの執事スティーブンス(Stevens)は、雇
い主のファラディ氏(Mr. Farraday)に勧められて１週間程度の自動車旅行に出る。旅に出る
ことになった経緯を語る PROLOGUE のあと、６日目までの記録が次のように並んでいる。 
DAY ONE―EVENING       Salisbury 
DAY TWO―MORNING      Salisbury 
DAY TWO―AFTERNOON   Mortimer’s Pond, Dorset 
DAY THREE―MORNING  Taunton, Somerset 
DAY THREE―EVENING    Moscombe, near Tavistock, Devon 
DAY FOUR―AFTERNOON  Little Compton, Cornwall 


































attached to a distinguished household)」(Remains 32)ことである。これは、もともと、一
流の執事の集りとされる Hayes Society の入会資格にうたわれた文言で、“distinguished” 
とは、爵位がある古い家を指していた。スティーブンスは、その定義は時代遅れであるが、






















And according to legend, a few minutes later, the employer and his guests 
heard three gun shots.  When the butler reappeared in the drawing room 
some time afterwards to refresh the teapots, the employer had inquired if all 
was well.   
‘Perfectly fine, thank you, sir,’ had come the reply.  ‘Dinner will be served 
at the usual time and I am pleased to say there will be no discernible traces 


















And let me now posit this: ‘dignity’ has to do crucially with a butler’s ability 
not to abandon the professional being he inhabits.  Lesser butlers will 
abandon their professional being for the private one at the least provocation.  
For such persons, being a butler is like playing some pantomime role; a small 
push, a slight stumble, and the façade will drop off to reveal the actor 
underneath.  The great butlers are great by virtue of their ability to inhabit 
their professional role and inhabit it to the utmost; they will not be shaken 
out by external events, however surprising, alarming, or vexing.  They wear 
their professionalism as a decent gentleman will wear his suit: he will not let 
ruffians or circumstances tear it off him in the public gaze; he will discard it 
when, and only when, he wills to do so, and this will invariably be when he is 


































Let me make clear that when I say the conference of 1923, and that night in 
particular, constituted a turning point in my professional development, I am 
speaking very much in terms of my own more humble standards.  Even so, if 
you consider the pressures contingent on me that night, you may not think I 
delude myself unduly if I go so far as to suggest that I did perhaps display, in 
the face of everything, at least in some modest degree a ‘dignity’ worthy of 
someone like Mr. Marshall―or come to that, my father.  Indeed, why should 
I deny it?  For all its sad associations, whenever I recall that evening today, 
I find I do so with a large sense of triumph. (Remains 114-15) 
父の死という大きな出来事にも関わらず、業務を遂行したことで、スティーブンスは  
“dignity” を示すことができたと考える。客には仕事ぶりを賞賛されたが、主人にいつもと












The fact that my attitude to this same suggestion underwent a change over 
the following days―indeed, that the notion of a trip to the West Country took 
an ever-increasing hold on my thoughts ― is no doubt substantially 
attributable to―and why should I hide it? ―the arrival of Miss Kenton’s 
letter, her first in almost seven years if one discounts the Christmas cards.  
But let me make it immediately clear what I mean by this; what I mean to 
say is that Miss Kenton’s letter set off a certain chain of ideas to do with 
professional matters here at Darlington Hall, and I would underline that it 
was a preoccupation with these very same professional matters that led me 



























‘No doubt, Mr. Stevens,’ she said to me, ‘you will be extremely 
disappointed to hear Lisa has still not made any real mistake worth speaking 
of.’ 
‘I’m not disappointed at all, Miss Kenton.  I’m very pleased for you and 
for all of us.  I will admit, you have had some modest success regarding the 
girl thus far.’ 
‘Modest success!  And look at that smile on your face, Mr. Stevens.  It 
always appears when I mention Lisa.  That tells an interesting story in 
itself.  A very interesting story indeed.’ 
‘Oh, really, Miss Kenton.  And may I ask what exactly?’ 
‘It is very interesting, Mr. Stevens.  Very interesting you should have 
been so pessimistic about her.  Because Lisa is a pretty girl, no doubt about 
it.  And I’ve noticed you have a curious aversion to pretty girls being on the 
staff.’ 
‘You know perfectly well you are talking nonsense, Miss Kenton.’ 
‘Ah, but I’ve noticed it, Mr. Stevens.  You do not like pretty girls to be on 
the staff.  Might it be that our Mr. Stevens fears distraction?  Can it be that 






二人だけで仕事の打ち合わせをする “cocoa meeting” の時のもので、スティーブンス自身、








はそれを自覚している。1935 年か 36 年ごろ、二人の関係に大きな変化があったとスティ
ーブンスは述べている。 
[. . .] ever since the prospect of seeing Miss Kenton again first arose some 
weeks ago, I suppose I have tended to spend much time pondering just why it 
was our relationship underwent such a change.  For change it certainly did, 
around 1935 or 1936, after many years in which we had steadily achieved a 
fine professional understanding.  In fact, by the end, we had even 
abandoned our routine of meeting over a cup of cocoa at the end of each day.  
But as to what really caused such changes, just what particular chain of 














ブンスが出ていけと言ったにも関わらずどんどん近付いてくる。“what might be described 
as a ‘sentimental romance’” (Remains 176)を読んでいたスティーブンスは本を隠そうとす
る。 
Then she was standing before me, and suddenly the atmosphere underwent a 
peculiar change―almost as though the two of us had been suddenly thrust 
on to some other plane of being altogether.  I am afraid it is not easy to 
describe clearly what I mean here.  All I can say is that everything around 
us suddenly became very still; it was my impression that Miss Kenton’s 
manner also underwent a sudden change; there was a strange seriousness in 































Miss Kenton seemed to ponder this for a moment, then said: 
‘It occurs to me you must be a well-contented man, Mr. Stevens.  Here 
you are, after all, at the top of your profession, every aspect of your domain 
well under control.  I really cannot imagine what more you might wish for in 
life.’ 
I could think of no immediate response to this.  In the slightly awkward 
silence that ensued, Miss Kenton turned her gaze down into the depths of her 
cocoa cup as if she had become engrossed by something she had noticed 
there.  In the end, after some consideration, I said: 
‘As far as I am concerned, Miss Kenton, my vocation will not be fulfilled 
until I have done all I can to see his lordship through the great tasks he has 
set himself.  The day his lordship’s work is complete, the day he is able to 
rest on his laurels, content in the knowledge that he has done all anyone 
could ever reasonably ask of him, only on that day, Miss Kenton, will I be 
able to call myself, as you put it, a well-contented man.’ 
She may have been a little puzzled by my words; or perhaps it was that 
they had for some reason displeased her.  In any case, her mood seemed to 
change at that point, and our conversation rapidly lost the rather personal 



































                                                   
1 “his unaccountable outburst ending the cocoa evenings becomes a fit of jealousy 










度を変えない(Remains 229, 237)。 この夜スティーブンスは、会談の行われている部屋の
前に待機して、達成感を感じたことを記憶しており、その理由について、語りの現在時点
から分析を加えている。 
At first, my mood was―I do not mind admitting it―somewhat downcast.  
But then as I continued to stand there, a curious thing began to take place; 
that is to say, a deep feeling of triumph started to well up within me.  I 
cannot remember to what extent I analysed this feeling at the time, but today, 
looking back on it, it does not seem so difficult to account for.  I had, after all, 
just come through an extremely trying evening, throughout which I had 
managed to preserve a ‘dignity in keeping with my position’ ―and had done 
so, moreover, in a manner even my father might have been proud of. 
(Remains 238) 
はじめのうち、“somewhat downcast” であったのは、ケントンの婚約を聞かされたからで
ある。その後 “a deep feeling of triumph” が湧きあがってきたのは、心の動揺を表に出す
ことなく、“dignity in keeping with my position” を維持したからである。ケントンの婚約
はスティーブンスを動揺させた。それを表にだすことなく、スティーブンスはその日の仕
事を遂行した。動揺したことをスティーブンスは言葉にしないが、父の逝去の日と同じく、































What I am now describing, incidentally, is one of many instances I could 
relate to you to underline Lord Darlington’s essentially shy and modest 
nature.  A great deal of nonsense has been spoken and written in recent 
years concerning his lordship and the prominent role he came to play in 
great affairs, and some utterly ignorant reports have had it that he was 
motivated by egotism or else arrogance.  Let me say here that nothing could 
be further from the truth. It was completely contrary to Lord Darlington’s 
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natural tendencies to take such public stances as he came to do and I can say 
with conviction that his lordship was persuaded to overcome his more 
retiring side only through a deep sense of moral duty.  Whatever may be 
said about his lordship these days―and the great majority of it is, as I say, 
utter nonsense―I can declare that he was a truly good man at heart, a 
gentleman through and through, and one I am today proud to have given my 





He had been the Colonel’s batman in the war, he explained; they had been in 
Belgium together when the Germans had invaded and they had been 





Then his voice changed noticeably as he inquired: ‘You mean you actually 
used to work for that Lord Darlington?’ 
   He was eyeing me carefully again.  I said: 
‘Oh no, I am employed by Mr. John Farraday, the American gentleman 
who bought the house from Darlington family.’ 
‘Oh, so you wouldn’t have known that Lord Darlington.  Just that I 













Of course, there are many people these days who have a lot of foolish things 
to say about Lord Darlington, and it may be that you are under the 
impression I am somehow embarrassed or ashamed of my association with 
his lordship, and it is this that lies behind such conduct.  Then let me make 
it clear that nothing could be further from the truth.  The great majority of 
what one hears said about his lordship today is, in any case, utter nonsense, 
based on an almost complete ignorance of the facts.  Indeed, it seems to me 
that my odd conduct can be very plausibly explained in terms of my wish to 
avoid any possibility of hearing any further such nonsense concerning his 
lordship; that is to say, I have chosen to tell white lies in both instances as 
the simplest means of avoiding unpleasantness.  This does seem a very 
plausible explanation the more I think about it; for it is true, nothing vexes 
me more these days than to hear this sort of nonsense being repeated.  Let 
me say that Lord Darlington was a gentleman of great moral stature―a 
stature to dwarf most of these persons you will find talking this sort of 
nonsense about him―and I will readily vouch that he remained that to the 
last.  Nothing could be less accurate than to suggest that I regret my 
association with such a gentleman.  Indeed, you will appreciate that to have 
served his lordship at Darlington Hall during those years was to come as 
close to the hub of this world’s wheel as one such as I could ever have dreamt.  
I gave thirty-five years’ service to Lord Darlington; one would surely not be 
unjustified in claiming that during those years, one was, in the truest terms, 
‘attached to a distinguished household’.  In looking back over my career 
thus far, my chief satisfaction derives from what I achieved during those 
years, and I am today nothing but proud and grateful to have been given 
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such a privilege. (Remains 132-33) 
ここでのスティーブンスの言葉は過剰である。 “nothing could be further from the truth” 
などの強い否定を表す表現で、ダーリントン卿に対する世間の評価が間違っていると主張
している。ダーリントン卿を擁護する言葉も過剰で、“a gentleman of great moral stature





ない。ダーリントン卿について言われていることのほとんどが “utter nonsense, based on 
























One is simply accepting an inescapable truth: that the likes of you and I will 
never be in a position to comprehend the great affairs of today’s world, and 
our best course will always be to put our trust in an employer we judge to be 
wise and honourable, and to devote our energies to the task of serving him to 
the best of our ability.  [. . .]  How can one possibly be held to blame in any 
sense because, say, the passage of time has shown that Lord Darlington’s 
efforts were misguided, even foolish?  Throughout the years I served him, it 
was he and he alone who weighed up evidence and judged it best to proceed 
in the way he did, while I simply confined myself, quite properly, to affairs 
within my own professional realm.  And as far as I am concerned, I carried 
out my duties to the best of my abilities, indeed to a standard which many 
may consider ‘first rate’.  It is hardly my fault if his lordship’s life and work 
have turned out today to look, at best, a sad waste―and it is quite illogical 




ン卿は、1923 年の会議でアメリカのルイス上院議員が指摘したように、“A classic English 














ささげた自分の人生が“a sad waste”であったと認めた後、次のように嘆いている。 
‘Lord Darlington wasn’t a bad man.  He wasn’t a bad man at all.  And at 
least he had the privilege of being able to say at the end of his life that he 
made his own mistakes.  His lordship was a courageous man.  He chose a 
certain path in life, it proved to be a misguided one, but there, he chose it, he 
can say that at least.  As for myself, I cannot even claim that.  You see, I 
trusted.  I trusted in his lordship’s wisdom.  All those years I served him, I 
trusted I was doing something worthwhile.  I can’t even say I made my own 





が、スティーブンスの人生が “a sad waste” に終わったのは、執事という職業のせいなの
だろうか。 































































































  Pale、Artist、Remains は同一主題の変奏であるが、語り手が現実を構成する手段は異
なっている。Pale と Artist では、語り手は無意識に記憶を捏造して自分が受け入れやすい
現実を作り上げていた。彼らは自分の記憶が完全ではないことを意識しながらも、それら
の記憶が表す現実以外の現実を語ることができなかった。これに対して Remains では語り
                                                   
5 Cynthia Wong は、スティーブンスはダーリントン卿に忠誠を尽くすために父やケントン
を犠牲にしたのだと解釈する(“The Shame of Memory” 130)。これに対して Wall(26)や
Shaffer (76)は、私事より仕事を優先したというのはスティーブンスの詭弁であると解釈し
ている。 
6 Molly Westerman は、スティーブンスの職業観は、彼が身を守るための「神話」である
と述べている。 “Instead of telling himself that he fears the intimacy, risk, and change 
associated with acting on his desire, Stevens produces a mythology for his constraints 
































Remains についての論文で、最も言及されることが多いのは、Kathleen Wall の “The 
Remains of the Day And Its Challenges to Theories of Unreliable Narration” である。題
目が示すとおり、Wall は Remains の語りの革新性を強調し、Wayne Booth や Seymore 





と進言したとき、 “trivial errors”がいずれは “an error of major proportions” (Remains 
62) に発展すると言った、とスティーブンスは記憶している。しかし、知りあって間もない
ケントンが、それほどはっきり言ったのだろうかと考えなおし、ダーリントン卿とのやり
とりを思い出す。その中にも、 “These errors may be trivial in themselves, Stevens, but 















いると主張する(24)。Wall は、Booth、Chatman などが規範や価値観を重視したのは、Henry 
James や Joseph Conrad の作品を念頭に置いていたからであるが、20 世紀後半に出現した
新たなタイプの信用できない語り手には、もはや規範や価値観に頼る分析はそぐわないと
している。Wall のこれらの批判は妥当と思われるが、規範が問題にされず、ディスコース






















 Wall が革新性を強調するのに対して、Elke D’hoker (2008) は Remains の語りが典型的
な信用できない語りであると主張する。 
In all, The Remains of the Day presents us with a fairly conventional form of 
unreliable narration.  Stevens’ narrative not only informs the reader of his 
version of the events but also indirectly provides information about what 
‘really happened’ and about the narrator’s moral and psychological frame of 
mind.  [. . .]  The novel’s near-perfect realisation of the technique of 
narrative unreliability also provides the reader with the three kinds of 
“pleasure” which Booth recognised as the effects of unreliable narration.  In 
encouraging the reader to ‘read between the lines’, the novel affords the 
“pleasure of collaboration”.  In confirming and rewarding these 
interpretative efforts, subsequently, the reader is awarded the “pleasure of 
deciphering”.  And in sharing with the reader a mildly ironic view on the 




 Remains と Pale、Artist の違いはストーリーが成立するか否かである。一人称の語りの
背後に真実を探り当てることは至難の業に思えるが、作品の中には、読者が行間を読んで
真実に辿り着くけるものがある。それには、the implied author による仕掛けが必要である。
the implied author の意図によって真実が明らかになる程度は様々で、中には相対立する複










































界の常識に反している。このため、Unconsoled は語り手ライダーが、Alice’s Adventures 
in Wonderlandのアリスのように、不思議の国をさまよう話と解釈する向きもある。だが、
















Unconsoled は分厚い本である。手元の版では 535 ページあり、The Remains of the Day
までの３作を合わせたよりも長い。これ以前の作品では、省略の多い、読者の推論に頼る
表現方法が称賛されていたが、Unconsoled では登場人物がよくしゃべるし、微に入り細
を穿つ描写があふれている。Chaudhuri が指摘するように、 “The language, as usual, is 





At many points in Kazuo Ishiguro’s The Unconsoled the protagonist, Ryder, 
registers “a curious, dreamy sense of unreality” coming over him.  This 
unreality is an experience with which the reader early on in the text 
becomes equally familiar, and which sharply sets off the author’s fourth 
novel from his previous three.  The Unconsoled represents a clear change 
of tone, direction, and scope for Ishiguro.  Not only is his fourth work the 
length of his first three novels combined, but it also offers in its expanded 
form a new dimension―at once absurdist and uncanny, dreamlike and 
tragicomic―that recalls the work of Kafka and Beckett and that both 
parodies and stretches the conventions of prose fiction.  The novel likewise 
exhibits some of the openly experimental play with time, space, and 
perception associated with literary modernism and metafiction.  (90, 引用





Several traditions of research on narrative worlds have converged on the 
single conclusion that the perception of causality is critical:  
experimentation has shown that comprehension is guided by the search for 
causal relations and that those causal relations, once recovered, provide 
much of the global coherence of memory representations.  Trabasso and his 
colleagues [. . .] have suggested that the ultimate product of understanding 
is a causal network that represents the relationships between the causes 
and the consequences of events in a story.  Readers discover causal links as 
they proceed through a text; in particular, they derive a main causal chain 
for the story, which preserves the sequence of causally important events 





































[. . .] it occurred to me that for all his professionalism, for all his genuine 
desire to see me comfortable, a certain matter that had been preoccupying 
him throughout the day had again pushed its way to the front of his mind. 
He was, in other words, worrying once more about his daughter and her 
little boy. 
   When the arrangement had been proposed to him several months earlier, 
Gustav had little supposed it would bring him anything other than 
uncomplicated delight.  For an afternoon each week, he was to spend a 
couple of hours wandering around the Old Town with his grandson, thereby 
allowing Sophie to go off and enjoy a little time to herself.  Moreover, the 
arrangement had immediately proved a success and within weeks 
grandfather and grandson had evolved a routine highly agreeable to them 
both.  On afternoons when it was not raining, they would start at the swing 
park, where Boris could demonstrate his latest feats of daring. [. . .] 
   Initially these little outings had brought Gustav immense satisfaction.  
But the increased contact with his daughter and grandson had obliged him 
to notice things he once might have pushed away, until he had no longer 














For the fact was, as we had been sitting together, Sophie’s face had come to 
seem steadily more familiar to me, until now I thought I could even 
remember vaguely some earlier discussions about buying just such a house 
in the woods. (Unconsoled 34)   
またしばらくすると、１週間ほど前、ソフィーと電話で口論したことを思い出す。ライダ
ーの記憶では、ソフィーは次のような言葉でライダーを責めた。 
But how much longer can you go on doing this for people?  And for us, I 
mean for me and you and Boris, time’s slipping away.  Before you know it, 













































The Unconsoled is located in Central European atopia that, for all its 
unreality, has a distinctive aesthetic tradition.  Ishiguro ‘took off ’ from the 
mimetic into the pure realm of the metaphorical, and in doing so fell back to 
                                                   
1 小説中の映画にはクリント・イーストウッドとユル・ブリンナーが出演しているが、小
説外世界の同名の映画には二人とも出演していない。“2001 Space Odyssey” はイシグロ
が好きで何度も観た映画であり、間違えたのではなく、Unconsoled の世界が小説外現実
とは違うことを示そうと意図したのである。しかし、イシグロが間違えたのだと受け取る




を招くとしている。(Kazuo Ishiguro 73) 
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earth―somewhere between Berlin and Budapest.  The very unmaking of 
realist space intensifies the Central European-ness of the novel. (127) 












このような奇妙な描写があるため、ライダーは Alice’s Adventures in Wonderland のア
リスのように、不思議の国に迷い込んだのだという解釈もある。だが Alice’s の不思議な世
















“narrative audience”とは、「この物語を real と受け取るためには、自分はどんな読者で
あるべきか」と問う読者のことである(Rabinowitz 96)。Rabinowitz は『変身』の narrative 
audience は普通ではないと述べている。 
What strikes me as most curious about the book [Metamorphosis] is the 
unusual nature of the narrative audience.  [. . .]  In Metamorphosis, 
however, we are only asked to accept the single fantastic fact that Gregor 
has been transformed into a gigantic beetle; in all other respects the 
narrative audience is a normal, level-headed bourgeois audience.  
Furthermore, we are asked to accept this without surprise; contrast the 
matter-of-fact opening of Metamorphosis with the equivalent passages in 
Alice or in Gogol’s “Nose,” where the narrative audiences are openly warned 
that the events portrayed will be strange and unusual.  This curiously 
contradictory role―half mundane, half fantastic―contributes greatly to the 
novella’s disquieting tone. (97)  
The Unconsoled についても同様のことが言えるだろう。ただし、The Unconsoled では








                                                   
3 カフカとの類似はマリー＝ロール・ライアン(Marie-Laure Ryan)の TAW(Textual 
Actual World＝テクストの実際の世界)と AW(Actual World＝実際の世界)の到達関係の
考え方を使っても説明できる。Unconsoled の TAW に存在するものは AW にも存在する。
従って、TAW が AW から完全に切り離されているわけではない。「性質の同一」「《も
の》の目録の両立」「分類学的両立」「分析的両立」「言語的両立」の要素において Unconsoled
の TAW は AW から到達可能である。一方で、「物理的両立」「論理的両立」は満たして
いない。「物理的両立」とは TAW の自然法則が AW と同一であることを指す。「物理的
両立」が満たされずに他の要素が満たされている場合、カフカの『変身』などのリアリズ
ム的ファンタジーになるとライアンは述べている(73)。 






























                                                                                                                                                     
いと言っている。 “But I’m not sure it helps to think of the whole novel as the record of 
a dream.  It’s more like a long metaphor for deferred and displaced anxiety, and the 
point about anxiety is that it doesn’t occur only in dreams.  The German city is 






























                                                   
5 登場人物がライダーの分身であるということは作者も認めている。ただし、彼らがそっ




























   ‘Your parents.  They don’t argue like that just because they don’t get on.  
Don’t you know?  Don’t you know why they argue all the time?’ 
Then suddenly an angry voice had called from outside our hide-out and 
Fiona had vanished.  And as I had continued sitting alone in the darkness 
under the table, I had caught the sounds from the kitchen of Fiona and her 
mother arguing in lowered voices.  At one point I had heard Fiona 
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repeating in an injured tone: ‘But why not?  Why can’t I tell him?  
Everybody else knows.’  And her mother saying, her voice still lowered: 









Villar Flor は、登場する複数組の家族がライダーの分身であり、“all of them are victims of 






























‘You’ve no idea, what that was like for me, watching what happened then.  
It’ll never be like that for you.  Look at you, just reading the newspaper.’  
Then she had lowered her voice, making it gather even more intensity.  
‘That’s the difference!  He’s not your own.  Whatever you say, it makes a 
difference.  You’ll never feel towards him like a real father.  Look at you!  







を責める場面がある。ソフィーは、“What’s the point in pretending it’s not happening” 
“We couldn’t just go on like this, as though nothing had happened” (Unconsoled 333) 








































姿を借りて自分のことを語るという方法は、A Pale View of Hills の語り手エツコが使った






















理解できることは、ライダーの記憶や不安でしかない。Unconsoled は 500 ページ以上を
費やして、語り手の意識の一部分を浮かび上がらせただけということになる。 
 小説世界内現実がわからないとどんな不都合があるのか。Harshaw は小説世界内現実を
Internal Field of Reference(IFR)と呼び、これがなければ小説の意味を理解することは不
可能だと述べている。 
   In the case of a work of literature, we are not dealing with isolated 
sentences or propositions, but with an Internal Field of Reference (IFR)―a 
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whole network of interrelated referents of various kinds: characters, events, 
situations, ideas, dialogues, etc.  The language of the text contributes to 
the establishment of this Internal Field and refers to it at the same time. 
[. . .]  
There is no interpretation of the “meaning” of a text without such 




が読者の期待である。Chatman は story の構成要素として Actions / Happenings / 






































                                                   
6 “An Interview with Kazuo Ishiguro by Mason.” 336.  
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第 5 章 




When We Were Orphans は、前作から一転して時代・場所・主人公の背景もはっきりし、
イシグロの作品には珍しく、終盤で隠されていた真実が明らかになる。難解とされた The 
Unconsoled の後の作品ということもあってか、Orphans は好意的に読まれたようだ。
James Wood は２つの作品を並べて、次のように書いている。 
Unkindly, one might say that The Unconsoled has the virtue of being unlike 
anything else, since it invented its own category of badness.  Pleasingly, 
Ishiguro’s new novel, When We Were Orphans, is also unlike anything else, 
but it invents its own category of goodness. (44) 
語りは、リアリズム小説のように始まるが、途中から The Unconsoled のような世界にな
り、再びリアリズム調に戻る。出版直後の書評では、The Remains of the Day と The 
Unconsoled を足し合わせたもの、との評が代表的であった。語りのトーンの変化は印象的
で、Acocella は “the suspense of the plot―will Banks find his parents?―becomes almost 
secondary to the suspense of the narrative mode” (96) とまで言っている。Orphans はそ
れ以前の作品で使われた語りの技法がすべて使われている。前半部分には、Remains だけ





ていると言われた。これに関してイシグロは、Orphans の語りは、The Remains of the Day 
が典型例とされる従来の信用できない語りとは違うと述べている。 
The traditional unreliable narrator is that sort of narrator through whom 
you can almost measure the distance between their craziness and the proper 
world out there.  [. . .]  He [Christopher Banks] is perhaps not quite that 
sort of conventional unreliable narrator in the sense that it’s not very clear 
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what’s going on out there.  It’s more an attempt to paint a picture according 




It’s not full of people doing surprised double takes when he comes out with 
certain statements.  On the contrary, they go along with it.  They all seem 
to support these weird notions.  [. . .]  It’s from his [Banks’s] perspective, 
but I didn’t want to write a realistic book with a crazy narrator.  I wanted to 
actually have the world of the book distorted, adopting the logic of the 
narrator. In paintings you often see that.  Expressionist art, or whatever, 
where everything is distorted to reflect the emotion of the artist who is 













 その前に、まずは Orphans の構成を見ておきたい。７つの時点から自分の経験を回想す
るという形式で、全 23 章が以下のように７つのパートに分けられている。 
Part One     London                     24th July 1930 
Part Two     London                     15th May 1931 
Part Three   London                     12th April 1937 
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Part Four    Cathay Hotel, Shanghai      20th September 1937 
Part Five    Cathay Hotel, Shanghai      29th September 1937 
Part Six     Cathay Hotel, Shanghai      20th October 1937 
Part Seven   London                     14th November 1958 
 語り手は 1900 年ごろの生まれと推定される。西暦の下２桁がほぼ彼の年齢と一致してい
ると考えてよい。Part Seven は後日譚で、中心となるのは彼の 30 代の語りである。語りの
時点と語られる内容には時間の差がある。生い立ちが語られる Part One、Part Two ではそ
の差は大きい。この差を利用して、記憶が変容したり現在の認識が記憶に入り込んだりし
























































両親のいないバンクスに対して、オズボーンは “there’s nothing to analyse.  One simply 
knows people.  One has parents, uncles, family friends.  I don’t know what there is to 






Actually, odd as it may sound, my lack of parents―indeed, of any close kin in 
England except my aunt in Shropshire―had by then long ceased to be of any 
great inconvenience to me.  As I would often point out to my companions, at 
a boarding school like ours, we had all learned to get on without parents, and 






バンクスが抵抗を感じたオズボーンの言葉の二つ目は、“you were such an odd bird at 
school” (Orphans 5)である。バンクスは、この言葉に不快感を覚えたとして、激しく反発
している。 
   In fact, it has always been a puzzle to me that Osbourne should have said 
such a thing of me that morning, since my own memory is that I blended 
perfectly into English school life.  During even my earliest weeks at St. 
Dunstan’s, I do not believe I did anything to cause myself embarrassment.  
On my very first day, for instance, I recall observing a mannerism many of 
the boys adopted when standing and talking―of tucking the right hand 
into a waistcoat pocket and moving the left shoulder up and down in a 
kind of shrug to underline certain of their remarks.  I distinctly 
remember reproducing this mannerism on that same first day with 
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sufficient expertise that not a single of my fellows noticed anything odd or 
thought to make fun. (Orphans 7) 















ている部分がある。船が上海の港を離れるとき、大佐の“After all, you’re going to England.  
You’re going home”(Orphans 29) という言葉に心をかき乱されたことを認めている。 
   It was this last remark, this notion that I was “going home,” which caused 
my emotions to get the better of me for―I am certain of this―the first and 
last time on that voyage.  Even then, my tears were more of anger than 
sorrow.  For I had deeply resented the colonel’s words.  As I saw it, I was 
bound for a strange land where I did not know a soul, while the city 
steadily receding before me contained all I knew.  Above all, my parents 
were still there, somewhere beyond that harbour, beyond that imposing 
skyline of the Bund, and wiping my eyes, I had cast my gaze towards the 
shore one last time, wondering if even now I might catch sight of my 
mother―or even my father―running on to the quay, waving and shouting 










Although at that point I had yet to receive a single visitor in my rooms, I 
issued my invitation with confidence, having chosen the premises with some 
care.  The rent was not high, but my landlady had furnished the place in a 
tasteful manner that evoked an unhurried Victorian past; the drawing room, 
which received plenty of sun throughout the first half of the day, ①contained 
an ageing sofa as well as two snug armchairs, an antique sideboard and an 
oak bookcase filled with crumbling encyclopaedias―all of which I was 
convinced would win the approval of any visitor.  Moreover, almost 
immediately upon taking the rooms, I had walked over to Knightsbridge and 
acquired there a Queen Anne tea service, several packets of fine teas, and a 
large tin of biscuits.  So when Osbourne did happen along one morning a 
few days later, ②I was able to serve out the refreshments with an assurance 

















れるのはプライドが許さない。そう考えれば、“After years of being surrounded by fellows, 























き出してしまう。アキラの “I don’t ever want to live in Japan” という言葉に，バンクス







い場面では、“A few of them laughed, not particularly unkindly” (Orphans 10) などと、




“the target of certain pranks”(Orphans 83)になった。ここでもバンクスは他の子供たちを
非難することはない。 
I did not mind this at all, of course, since I could see they were all essentially 
decent sorts intending no real malice.  Even at the time, I could see that if 
within a group of five or six boys, all but one attended the same school, the 
outsider was bound now and then to become the butt of some harmless 
banter.  What I mean is that I did not think badly of my English friends; but 
then, all the same, such things did prevent me developing with them the 
same level of intimacy I had had with Akira [. . .]. (Orphans 83)   
冷静に事態を捉えているようだが、仲間外れにされた子供が果たしてこんなことを言える









問いかける。ジェニファーは “there’s a bit of teasing sometimes, but they mean nothing 
















Then he sat up and pointed to one of the slatted sun-blinds at that moment 
hanging partially down over a window.  We children, he said, were like the 
twine that kept the slats held together.  A Japanese monk had once told him 
this.  We often failed to realise it, but it was we children who bound not only 
a family, but the whole world together.  If we did not do our part, the slats 







Must feel like the whole world’s collapsed around your ears.  But we’ll go to 
England tomorrow, the two of us.  [. . .]  You’ll soon pick up the pieces again. 
(Orphans 26) 
 


























































































  “I’m just a small person, sir.  So I’ll stay here and do what I can.  I’ll stay 
here and do my best to fight the serpent.  But it’s a beast with many heads.  
You cut one head off, three more will grow in its place.  That’s how it seems 
to me, sir.  It’s getting worse.  It’s getting worse every day.  What’s 
happened here, these poor little children . . .”  He turned around and I could 
now see fury in his face.  “I’m just a small man.  If I was a greater man”―
and here, without a doubt, he looked accusingly straight into my eyes― “if I 
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was a greater man, then I tell you, sir, I’d hesitate no longer.  I’d go to its 




















  Ladies and gentlemen.  I can well see the situation here has grown rather 
trying.  And I have no wish to raise false expectations at such a time.  
But let me say that I would not be here now if I were not optimistic about 
my chances of bringing this case, in the very near future, to a happy 
conclusion.  In fact, ladies and gentlemen, I would say I am more than 
optimistic.  I beg then for your patience over this coming week or so.  













  He is the organiser of half that is evil and of nearly all that is undetected 
in this great city.  [. . .]  He sits motionless, like a spider in the centre of 
its web, but that web has a thousand radiations, and he knows well every 
quiver of each of them.  He does little himself.  He only plans.  But his 
agents are numerous and splendidly organised.  [. . .]  The agent may be 
caught.  [. . .]  But the central power which uses the agent is never 
caught―never so much as suspected.  This was the organisation which I 
deduced, Watson, and which I devoted my whole energy to exposing and 




悪の中心を駆除して世界を安全にすることが探偵の最後の事件にはふさわしいのである1。   
ホームズの物語は、現代に到るまで映像作品も含めて多くのパスティーシュが作られてき
た。コナン・ドイルの原作ではモリアーティは一度しか登場しないが、パスティーシュの




る。 “[. . .] we now have amoral supermen who save the entire planet from atomic 
destruction―the suggestion being that while the world may be full of mad scientists 
and bumbling statesmen, a lone hero can still keep us all from being blown up.  At a 
time when enormous destruction is in the hands of faceless committees, it is reassuring 
indeed to follow the adventures of a single man who, by exploiting the gifts of courage 
and resourcefulness which have always characterized the hero, can offset the 






 善と悪は対立するもので、常に勢力争いをしているという考えも Orphans の中には見ら
れる。バンクスは大学卒業後初めて出席したパーティーである老人に将来は探偵になりた
いと言う。老人の “without gifted chaps like you on our side, the future’s bleak” 
(Orphans 17)という言葉には、善と悪の勢力争いの図式が見える。 
  Orphans では悪の根源は極東、特に上海にあるということが登場人物の間で了解されて
いる。なぜ極東なのか、上海なのか、についても、探偵小説を参照して答えを見つけるこ
とができる。Döring は、ホームズものでは凶器のみならず病などの害悪も東洋起源のもの
が多く2、中国や極東も含む東洋(“the Orient”)は、“a place of danger and attraction, a 

















                                                   
2 いくつかの例が挙げられているが、たとえば “The Speckled Band”(1883) ではインドの
毒蛇が殺人の凶器に使われる。 “The Man with the Twisted Lip”(1887)でホームズが潜入












































バンクスは方向感覚を失いそうになる。この原因は、 “the way people here seem 







I found myself gazing on to the canal, where I was faintly surprised to see 
various boats still going about their normal business right next to the 
fighting.  I picked out one particular boat―a barge-like vessel with a lone 
oarsman―that was so piled up with crates and bundles it seemed impossible 
for it to pass under the low canal bridge just beneath me.  [. . .]  I noted 
with interest the boatman, who like me was utterly absorbed by the fate of 


















“I fight [sic] here, many weeks.  Here, I know just like”―he suddenly 
grinned― “like my home village.” 
   I smiled too, but the remark had puzzled me.  “Which home village is 
this?” I asked. 
   “Home village.  Where I born [sic].” 
   “You mean the Settlement?” 
   Akira was quiet for a moment, then said: “Okay.  Yes.  Settlement.  





る。日本軍の将校に、あの兵士と知り合いなのかと尋ねられるとバンクスは、 “I thought he 
was a friend of mine from my childhood.  But now, I’m not so certain.  I’m beginning to 
see now, many things aren’t as I supposed” (Orphans 296) と答えている。親友の行く末
を真剣に案じている様子ではない。彼がアキラでないことに途中から気づきながら、アキ
ラであると信じこもうとしていたのである4。 
                                                   
4 バンクスが、アキラと力を合わせて両親を解放するという彼にとっての現実を、信じなが
ら信じていないという微妙な状態にあったことは、両親が監禁されていると見られる家の
前でバンクスが口にする言葉によって、the implied author が示している。バンクスは日本
兵に、“Now, Akira, we have to go in.  We’ll do it together, arm in arm.  Just like that 
































                                                                                                                                                     
はリンの部屋へ忍び込み「秘薬」が入った瓶を盗み出す。その後、親にみつかったらどう
しようと悩む二人は、リン陰謀説を半ば信じ半ば信じていなかった(Orphans 103)。 
5 この拡大鏡はバンクスが 14 歳の誕生日に同級生から贈られたもので、1887 年製造と刻ま
































                                                   








第 6 章 
Never Let Me Go : 集団で現実を構成する 
―普通に生きるために― 
 
1.  普通の人の比喩としてのクローン 
























Conversation about Life and Art” 211)。クローンに設定したことによるメリットについて、
Paris Review では、“One of the attractions about using clones is that it makes people ask 
immediately, What does it mean to be a human being?  It’s a secular route to the 
Dostoyevskian question, What is a soul?” と述べている。 
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 2005 年に発表された Never は 1990 年代後半のイングランドに設定されている。この時
語り手 Kathy H.は 31 歳である。キャシーは５、６歳ごろのことから語るので、語られる
































 このような事情が明らかにされないまま、パート１の前に記された “England, late 
1990s” だけを頼りに、読者は１人称の語りと向き合う。キャシーは自己紹介から始めるが、
読者はその全てを理解できない。 
My name is Kathy H.  I’m thirty-one years old, and I’ve been a carer now for 
over eleven years.  That sounds long enough, I know, but actually they want 
me to go on for another eight months, until the end of this year.  That’ll 
make it almost exactly twelve years.  Now I know my being a carer so long 
isn’t necessarily because they think I’m fantastic at what I do.  There are 
some really good carers who’ve been told to stop after just two or three years.  
And I can think of one carer at least who went on for all of fourteen years 
despite being a complete waste of space.  So I’m not trying to boast.  But 
then I do know for a fact they’ve been pleased with my work, and by and 
large, I have too.  My donors have always tended to do much better than 
expected.  Their recovery times have been impressive, and hardly any of 
them have been classified as ‘agitated’, even before fourth donation.  Okay, 
maybe I am boasting now. (Never 3) 
 彼女は “donor” の “carer” であるらしいが、 “donor”とは何を提供する人か、 “carer”が








I won’t be a carer any more come the end of the year, and though I’ve got a lot 
out of it, I have to admit I’ll welcome the chance to rest―to stop and think 
and remember.  I’m sure it’s at least partly to do with that, to do with 
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preparing for the change of pace, that I’ve been getting this urge to order all 




the chance to rest” と言っているが、車で病院や回復センターをまわることから解放され
て時間はできるだろうが、そのあとには永遠の休息が待っている。 
 キャシーは Orphans までのような信用できない語り手ではないと、作者も読者の多くも
考えている。ReadersRead.com のインタビューで、キャシーが以前の語り手に比べて「読
者にとっては、より信頼できると感じられます。これは意図的な変更だったのですか(Kathy 
[…] seems more reliable to the reader.  Was this a deliberate departure on your part?)」 
と問われたイシグロは、以前の語り手は “self-deceiving” であったが、Never はそうした
ことを扱った作品ではないので、語り手の性質も変わっていると答えている。 
I’ve been praised in the past for my unreliable, self-deceiving, emotionally 
restrained narrators.  You could almost say at one stage that was seen as 
my trademark.  [. . .]  You see, in the past, my narrators were unreliable, 
not because they were lunatics, but because they were ordinarily 
self-deceiving.  [. . .]  But Never Let Me Go isn’t concerned with that kind of 
self-deception.  So I needed my narrator to be different.  An unreliable 





































Another thing I noticed―and I could see it tied in―was the big hush that 
would descend around certain veterans when they went off on ‘courses’―
which even we knew had to do with becoming carers.  They could be gone for 
four or five days, but were hardly mentioned in that time; and when they 










かわからないオノやエツコの語りとは一線を画している。“This was all a long time ago so 













So what had been going on?  Well, for a start, Ruth and Tommy had had a 
serious bust-up.  They’d been a couple for about six months by then; at least, 
that’s how long they’d been ‘public’ about it―walking around with arms 
around each other, that kind of thing.  They were respected as a couple 
because they weren’t show-offs.  Some others, Sylvia B. and Roger D., for 
example, could get stomach-churning, and you had to give them a chorus of 
vomiting noises just to keep them in order.  But Ruth and Tommy never did 
anything gross in front of people, and if sometimes they cuddled or whatever, 
it felt like they genuinely doing it for each other, not for an audience. (Never 
92-93) 
しばらくして、トミーとルースが別れたという噂が耳に入る。数日後、さほど親しくない
生徒と雑談中にトミーの話になり、“I knew it wouldn’t last with Ruth.  Well, I suppose 




‘I want me and Tommy to get back together again.  Kathy, will you help?’  
Then she asked: “What’s the matter?” 
‘Nothing.  I was just a bit surprised, after what’s happened.  Of course 
I’ll help.’ 
‘I haven’t told anybody else about wanting to get back with Tommy.  Not 
even Hannah.  You’re the only one I trust.’  
‘What do you want me to do?’ 
‘Just talk to him.  You’ve always had this way with him.  He’ll listen to 
you.  And he’ll know you’re not bullshitting about me.’ 
For a moment we sat there swinging our feet under our beds. 
‘It’s really good you’re telling me this,’ I said eventually.  ‘I probably am 











」の後に、キャシーはルースに “‘It’s really good 



































                                                   
2 “I’ve developed a kind of instinct around donors.  I know when to hang around and 
comfort them, when to leave them to themselves; when to listen to everything they have 
to say, and when just to shrug and tell them to snap out of it” (Never 3) 
3 クローンたちがどの段階でどの程度のことを知っていたのかは、Never でははっきりしな
い。Toker and Chertoff は生徒たちがいつヘイルシャムの目的をはっきり知ったかは分か
らず、読者についても同じことが言えると述べている。 “In retrospect, neither the 
children nor the reader can tell exactly when they received the first unambiguous 
indication as to the purpose of Hailsham.  It is as if they have known this crucial fact 




























                                                   
4 これは後にトミーがヘイルシャムを振り返って考えたことである。“Tommy thought it 
possible the guardians had, throughout all our years at Hailsham, timed very carefully 
and deliberately everything they told us, so that we were always just too young to 
understand properly the latest piece of information.  But of course we’d take it in at 
some level, so that before long all this stuff was there in our heads without us ever 




The problem, as I see it, is that you’ve been told and not told.  You’ve been 
told but none of you really understand, and I dare say, some people are quite 
happy to leave it that way.  But I’m not.  If you’re going to have decent lives, 
then you’ve got to know and know properly.  None of you will go to America, 
none of you will be film stars.  And none of you will be working in 
supermarkets as I heard some of you planning the other day.  Your lives are 
set out for you.  You’ll become adults, then before you’re old, before you’re 
even middle-aged, you’ll start to donate your vital organs.  That’s what each 
of you was created to do.  You’re not like the actors you watch on your videos, 
you’re not even like me.  You were brought into this world for a purpose, and 
your futures, all of them, have been decided.  So you’re not to talk that way 
any more.  You’ll be leaving Hailsham before long, and it’s not so far off, the 
day you’ll be preparing for your first donations.  You need to remember that.  
If you’re to have decent lives, you have to know who you are and what lies 
ahead of you, every one of you. (Never 79- 80) 
この出来事は生徒たちの間ですぐに広まった。生徒たちは発言内容ではなく、彼女自身に
ついて噂をした。彼女は頭がおかしくなった、あるいは、校長から頼まれてああいう話を
した、など様々なことがささやかれた。たとえ内容に話が及んでも、 “Well so what?  We 










                                                   
5 ミス・ルーシーが話した内容についてキャシーとルースの記憶は食い違っている。“When 


























[. . .] we were able to give you something, something which even now no one 
                                                                                                                                                     
Lucy had told us a lot more; that she’d explained how before donations we’d all spend 
some time first as carers, about the usual sequence of the donations, the recovery 









will ever take from you, and we were able to do that principally by sheltering 
you.  Hailsham would not have been Hailsham if we hadn’t.  Very well, 
sometimes that meant we kept things from you, lied to you.  Yes, in many 
ways we fooled you.  I suppose you could even call it that.  But we sheltered 
you during those years, and we gave you your childhoods.  Lucy was 
well-meaning enough.  But if she’d had her way, your happiness at 























すぐに失言に気づいた上に、“we all knew, Mr. Roger included, that she’d made a 
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mistake”(Never 32)とキャシーは回想している。ガーディアンが “Let it pass, we’ll 










I’ll never forget the strange change that came over us the next instant.  
Until that point, this whole thing about Madame had been, if not a joke 
exactly, very much a private thing we’d wanted to settle among ourselves.   
[. . .]  What I mean is, until then, it had been a pretty light-hearted matter, 
with a bit of dare element to it.  [. . .]  Ruth had been right: Madame was 
afraid of us.  But she was afraid of us in the same way someone might be 
afraid of spiders.  We hadn’t been ready for that.  It had never occurred to 
us to wonder how we would feel, being seen like that, being the spiders. 
By the time we’d crossed the courtyard and reached the grass, we were a 
very different group from the one that had stood about excitedly waiting for 






なるだろう(“to probe any further―about what she did with our work, whether there 








で遊んだこともあった(“The idea was that when the time came, you’d be able just to 





Then she went silent, but my impression was that she was continuing to say 
things inside her head, because for some time her gaze kept roving over us, 
going from face to face just as if she were still speaking to us.  We were all 
pretty relieved when she turned to look out over the playing field again. 
(Never 80) 
 
[. . .] my guess is once she’d set off, once she’d seen the puzzled, 
uncomfortable faces in front of her, she realised the impossibility of 








I remember feeling furious at Polly for so stupidly breaking the unwritten 
rule, but at the same time, being terribly excited about what answer Miss 
Lucy might give.  And clearly I wasn’t the only one with these mixed 
emotions: virtually everybody shot daggers at Polly, before turning eagerly to 
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Miss Lucy―which was, I suppose, pretty unfair on poor Polly.  After what 
seemed a very long while, Miss Lucy said: 
‘All I can tell you today is that it’s for a good reason.  A very important 
reason.  But if I tried to explain it to you now, I don’t think you’d understand.  























                                                   




























考えざるを得ない。コテージを出て行く者をキャシーは羨む。 “It did feel like they were 
headed for a bigger, more exciting world” (Never 183)だからだ。しかしもちろん、“their 
going made us increasingly uneasy” (Never 183)なのであるが、その不安が具体的な言葉
にされることはない。 
                                                   













I’m not sure what was going on in our heads during those discussions.  We 
probably knew they couldn’t be serious, but then again, I’m sure we didn’t 
regard them as fantasy either.  Maybe once Hailsham was behind us, it was 
possible, just for that half year or so, before all the talk of becoming carers, 
before the driving lessons, all those other things, it was possible to forget for 
whole stretches of time who we really were; to forget what the guardians had 
told us; to forget Miss Lucy’s outburst that rainy afternoon at the pavilion, as 
well as all those theories we’d developed amongst ourselves over the years.  
It couldn’t last, of course, but like I say, just for those few months, we 
somehow managed to live in this cosy state of suspension in which we could 

























































  ただし、ミス・エミリーは “fantasy” だと言ったが、猶予制度を話題にする時、クロー
ンたちは「夢の未来」を語る時と同じ心理状態だったのではないか。すなわち、“We probably 













念を貫く。生徒たちに対して  “we kept things from you [students], lied to you.  Yes, in 

















And I said, but it’s good stuff, really good stuff.  And he could see I was 
getting a bit emotional, and he changed his tune then.  He said something 
like: “All right, missy, I’ll take it along to the Oxfam people.”  Then he made 
a real effort and said: “Now I’ve had a closer look, you’re right, it is pretty 
good stuff!”  He wasn’t very convincing though.  I suppose he just took it 
away and put it in some bin somewhere.  But at least I didn’t have to know 




 ヘイルシャムが閉鎖されるという話を聞いた時、キャシーは “But what’ll happen to all 





















Why did we do all of that work in the first place?  Why train us, encourage 
us, make us produce all of that?  If we’re just going to give donations 
anyway, then die, why all those lessons?  Why all those books and 




























































































 Unconsoled が不評だったため Orphans ではリアリズム的世界が復活するが、Remains 









 Unconsoled と Orphans を書くことによってイシグロは、「戦争の影響に関心があるリ




                                                   
1 Wolterstorff の用語。(Wolterstorff 141) 
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まう可能性が高い。Orphans は語り手以外にも親のない子供が登場するが、When We 



































  Never にも、登場人物が異なる現実を構成する時がある。そのような時でも、与えられ
た現実を認識していることも、他の作品と違っている。Pale と Artist では語り手は構成
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